





























































































大学生で、Marco Poloや Henry Morton Stanleyなどの探検家／探究者のイメージが付与されてい

















































ことである。世界が言葉へと落ちるのであり、経験が眼から口へと下るのだ」（“Notes from a 
Composition Book”in Collected Poems of Paul Auster 386、以後 CP と省略する）と書いてい
る。そして、その堕落した我々がロゴス起源の言語である英語で「世界のことを／語ったとしても
／世界を語らないでおくことに／／すぎない。」（“Facing the Music—Narrative”in CP 260）
「我々の名は真のわれわれとは／全く異なり」（“Wall Writing—Heraclitian”in CP  174）、
「…言葉の響きは／死と結ばれ」、オースターの「内なる力である／命（life）は／消滅して



































みならず体の機能と考える」（“White Spaces”in CP 288）必要がある。
To think of motion not merely as a function of the body but as an extension 
of the mind.  In the same way, to think of speech not as an extension of the 
mind but as a function of the body.  Sounds emerge from the voice to enter the 
air and surround and bounce off and enter the body that occupies that air, and 
though they cannot be seen, these sounds are no less a gesture than a hand is 
when outstretched in the air towards another hand, and in this gesture can be 
read the entire alphabet of desire, the body's need to be taken beyond itself, 













































































He［The narrator of the book, A=Auster］realized that for Ponge there was no 
division between the work of writing and the work of seeing.  For no word can be 
written without first having been seen, and before it finds its way to the page, 
it must first have been part of the body, a physical presence that one has lived 
with in the same way one lives with one's heart, one's stomach, and one's brain. 
Memory, then, not so much as the past contained within us, but as proof of our 




must be thinking not of himself, but of what he sees.　He must forget himself in 
order to be there.　And from that forgetfulness arises the power of memory.  It 















Decisive Moment”」に詳述される「眼の詩人（“a poet of the eye”）」（35）、Charles 
Reznikoff（1894-1976）である。彼は抒情的な短詩で有名だが、オースターはまず三篇を紹介する:
April
The stiff lines of the twigs / blurred by buds.
Moonlit Night
The trees' shadows lie in black pools in the lawns.
The Bridge
In a cloud bones of steel.（The Art of Fiction 36）
オースターによれば、「これらの詩が目指すのはごく単純に明晰さ（“clarity”）―見ること
の、そして語りの明晰さである。」（36）レズニコフが「写















“In a Station of the Metro”
















エッセイ“Private I, Public Eye”（1976年）の George Oppen（1908-84）は「全身全霊を傾
け、何物にも心乱されず一心に対象を〈見る〉ことのできる」（The Art of Hunger 108）詩人で
ある。オースターは以下の詩を引用する:
There is no beauty in New England like the boats. / Each itself, even the paint 
white / Dipping to each wave each time / At anchor, mast / And rigging tightly 
part of it / Fresh from the dry tools / And the dry New England hands.（108）
オースターによれば、「この詩の核には『物自体（“'the thing in itself'”）』という発想が
あり、物質界への畏怖や、物の物
ものせい















































































ま描写されている」（The Art of Fiction 37）として、オースターは援用する:
… when I contemplate an object with the sole intention of watching it exist and 
unfold its riches before my eyes, then it ceases to be an allusion to a general 
type, and I become aware that each perception, and not merely that of sights 
which I am discovering for the first time, re-enacts on its own account the birth 
of intelligence and has some element of creative genius about it: in order 
that I may recognize the tree as a tree, it is necessary that, beneath this 
familiar meaning, the momentary arrangement of the visible scene should begin 
all over again, as on the very first day of the vegetable kingdom, to outline the 
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呪縛と解放
―Fanshaweは赤いノートブックでいかに書いたのか―　　中谷ひとみ
